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These	parameters,	like	those	in	the	first	mode,	can	be	
adjusted	to	balance	each	other:	for	example,	an	increase	in	
cutting	speed	might	be	balanced	by	making	the	cuts	more	
symmetrical.	
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When	cuts	are	used	to	mark	a	musical	gesture	(cutting	
tempo	and	rhythm)	these	are	pulse-	or	melodic-oriented	
cuts;	when	cuts	are	placed	so	as	to	privilege	movement	
they	will	be	movement-oriented	cuts	(see	3.1	and	3.4.3).	
3D	movement	refers	to	movement	within	the	virtual	three	
dimensional	world	depicted	on	the	screen,	whereas	2D	
movement	refers	to	movement	on	the	actual	screen96.		
In	addition	note	the	importance	of	well-placed	jump	cuts,	
as	demonstrated	in	Hieronymous	(5.3.3e).	Overall	hue	can	
be	significant,	specifically	the	degree	of	warmth	(Lab	b	
value)	of	the	image.	(see	5.1.5).	The	use	of	textual	syncresis	
(see	5.3.4d)	provides	a	method	for	enhanced	perception	of	
lyrics.		
The	use	second	mode	parameters	is	constant.	The	choice	of	
lens	focal	length,	for	example,	is	required	for	every	shot,	
and	every	focal	length	choice	will	have	consequences.	
Therefore	there	are	second	mode	parameters	visible	in	
Twenty	Nocturnes	and	Boiler	Point	even	though	these	are	
less	obvious.	The	choice,	for	example,	to	use	a	single	
locked-down	shot	is	a	choice	as	much	as	the	choice	to	use		
moving	camera,	yet	the	locked-down	camera	does	not	
draw	attention	to	the	camera	position	as	much	as	a	moving	
camera.	
6.3. Third	Mode:	Context	
The	film	Dealin’	with	the	Devil	demonstrates	this	mode	(as	
well	as	the	other	modes).	The	film	is	intended	to	enhance	
the	viewers’	appreciation	of	the	music	by	providing	context	
and	background.	According	to	the	focus	group,	it	achieves	
that	goal	(see	5.3.5b).	
	
6.4. Fourth	Mode:	Format	
See	the	discussion	in	4.4.	It	is	notable	that	people	interact	
with	the	music	made	for	this	portfolio	very	differently	
depending	on	the	format	that	it	is	presented	in.	I	believe	
that	one	of	the	reasons	that	the	focus	group	appreciated	
the	music	in	Dealin’	with	the	Devil	was	that	the	focus	group	
had	invested	the	time	to	watch	a	feature	length	film	(see	
																																																								
96	The	screen	is	physically	a	two	dimensional	space.	Movement	across	
the	screen	can	be	described	as	a	change	in	X	and	Y	coordinates,	
however	our	brains	interpret	the	two-dimensional	image	as	depicting	
a	three-dimensional	space,	utilizing	a	variety	of	cues	to	determine	the	
relative	depth	(or	Z	axis),	and	this	produces	the	effect	of	three-
dimensional	movement.	Three-dimensional	movement	is	more	intense	
than	two	dimensional	since	it	involves	movement	in	more	axes	and	
appears	more	subjective.	See	Mascelli’s	chapter	on	composition	(1965)	
for	a	detailed	discussion	on	cues	used	to	determine	depth	in	a	two	
dimensional	image	
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5.3.5b).	Likewise	changes	in	the	format	detracted	from	the	
music	in	Boiler	Point’s	installation	at	the	Vogel	Street	Party	
(see	5.1.5).		
6.5. Fifth	Mode:	Narrative		
As	seen	in	5.3.6a,	when	music	is	used	to	convey	the	
narrative,	as	opposed	to	being	a	mere	adjunct,	the	
narrative	supports	the	music	in	an	interdependent	
relationship.		
6.6. Other	points	
Music	and	film	is	best	created	interdependently.	Boiler	
point	is	a	good	example	of	this,	where	the	video	and	music	
both	influenced	each	other	(see	5.1.7).	In	Dealin’	with	the	
Devil	the	gospel	concert	was	created	specifically	to	meet	
the	narrative	demands	of	the	film:	the	music	was	created	in	
response	to	the	film,	and	the	film	was	about	the	music.	
It	is	all	too	easy	for	video	to	overwhelm	music,	as	described	
in	discussion	of	Elektrobank	(see	3.3)	and	the	installation	
of	Boiler	Point	at	the	Vogel	St	Party	(5.1.5).	In	such	
situations	the	combined	work	might	be	successful,	but	the	
music	is	relegated	to	a	subsidiary	role.		
6.7. Conclusion	
Both	Boiler	Point	and	Twenty	Nocturnes	were	created	from	
the	start	with	a	view	to	being	supported	by	video.	Since	
there	is	little	narrative	in	either	project,	both	projects	were	
straightforward	projects	in	terms	of	getting	the	video	to	
support	the	music.	With	Dealin’	with	the	Devil	I	have	been	
able	to	simultaneously	explore	several	modes	in	that,	while	
the	film	is	a	music	documentary,	it	also	contains	music	
videos	as	well	as	an	extended	concert	film	sequence.	On	a	
macro	level,	I	have	constructed	the	narrative	in	Dealin’	
with	the	Devil	to	engage	the	audience	and	provide	context.	
As	much	as	possible	I	have	shaped	the	project	so	the	music	
actually	conveys	the	narrative.	The	narrative	is	shaped	to	
engage	the	listener/viewer	and	then	to	pause	to	allow	the	
music	to	thrive.	On	a	micro	level,	the	camera	and	editing	
choices	described	above	have	informed	the	construction	of	
the	music	video	sections.	
These	works	demonstrate	methods	of	supporting	music	
with	video	and	the	contents	of	this	document	provide	
analytical	tools	to	understand	how	this	is	achieved.	
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Appendices	
7.1. Appendix	1:	360°	Video	and	Virtual	Reality	
360°	video	is	an	emerging	technology	that	offers	new	
possibilities	for	film	to	support	music	as	well	as	significant	
problems	that	are	endemic	to	the	format.	360°	video	is	
often	confused	with	Virtual	Reality	(VR],	and	many	people	
use	the	terms	interchangeably	(Cacciatori	2017).		A	360°	
video	is	viewed	using	similar	(or	the	same)	equipment,	but	
in	360°	video	the	viewer	cannot	move	around	in,	or	
interact	with,	the	virtual	world,	whereas	this	is	an	essential	
component	of	VR.	Therefore	it	seems	that	VR	is	more	
suited	to	gaming	rather	than	as	a	method	for	film	to	
support	music	(Cacciatori	2017).		
The	technology	is	very	new,	and	producers	are	still	
learning	how	it	may	be	best	employed	(Beer	2016).	360°	
video	requires	a	radical	rethinking	of	every	aspect	of	film	
grammar	(Watson	2016),	and	at	the	time	of	writing	there	is	
considerable	divergence	between	viewing	hardware	(e.g.	
Oculus	Rift	compared	with	Google	Cardboard	compared	
with	an	iPad	with	no	headset),	with	each	hardware	device	
impacting	on	the	experience	(Gregory-Clarke	2016).	
The	principle	issue	with	360°	technology	is	that	the	user	is	
free	to	look	wherever	they	wish,	and	therefore	might	miss	
important	plot	elements	by	looking	away	(Sheikh	et.al.	
2016,	Gregory-Clarke,	2016)	The	format	is	un-directed,	or	
perhaps	it	would	be	more	accurate	to	say	that	directing	a	
360°	video	has	significantly	more	in	common	with	
directing	a	stage	play:	the	audience’s	attention	needs	to	be	
controlled	through	sound,	lighting,	and	movement	rather	
than	being	able	to	cut	to	a	CU	(Sheikh	et.	al.	2016).	
A	further	issue	is	that	the	editor’s	basic	tools	–	the	
frequency	and	rhythm	of	cuts	–	are	not	as	usable.	
Continuity	editing	allows	rapid	smooth	cuts	that	are	almost	
invisible	to	the	untrained	eye,	but	in	360°	video	cuts	are	
more	disorienting,	and	need	to	be	kept	to	a	minimum.	
Watson	(2016)	suggests	that	the	minimum	shot	length	
should	be	thirty	seconds:	compare	this	to	the	ASLs	cited	in	
Section	3.1	or	those	cited	by	Valdellos	et.	al.	(2016).	
Furthermore	camera	movement	must	be	kept	to	a	
minimum	to	prevent	nausea	(Watson	2016).	
Derrick	Rhodes	(2017)	has	chronicled	his	experience	in	
making	a	concert	video	using	360°	video	techniques.	Like	
many	other	360°	concert	videos	his	strategy	was	to	place	
the	camera	on	the	stage,	giving	the	viewer	a	perfect	virtual	
seat	for	the	concert.	Rhodes	describes	the	position	of	the	
camera	as	being	his	only	directorial	choice	–	the	camera	
needed	to	be	located	so	that	it	was	not	too	close	to	any	one	
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performer,	and	yet	positioned	so	that	no	performer	would	
be	too	far	away.	However,	the	result	is	quite	bland.	
Watching	the	video,	the	viewer	can	turn	to	face	different	
band	members,	but	there	is	no	possibility	of	getting	closer	
to	an	individual,	or	of	being	able	to	see	the	entire	stage	at	
once.	Without	the	tools	that	I	explore	in	5.5.5	on	multi-
camera	concert	films,	the	performers	need	to	learn	to	
perform	to	the	camera.	This	requires	the	performers	to	
learn	how	360°	cameras	work,	and	to	learn	to	maximise	
their	position	on	stage	relative	to	the	camera.	
In	the	future,	some	of	the	issues	I	have	raised	might	be	
partially	alleviated	by	using	multiple	cameras.	The	footage	
from	these	cameras	could	be	edited,	or	could	be	presented	
in	a	semi-VR	manner	–	for	example,	if	four	cameras	were	
used	–	three	on	stage	and	one	in	the	audience	–	the	choice	
of	shot	could	be	determined	by	the	viewer’s	looks	–	looking	
up	or	down	could	take	the	viewer	between	the	audience	
and	on-stage	cameras,	while	looking	left	or	right	could	
allow	them	to	move	to	alternate	viewpoints.	While	this	
ability	is	not	quite	available	using	2017	technology,	it	will	
not	be	long	before	such	an	approach	is	viable.	
Looking	at	Andrew	Huang’s	Stonemilker	video	for	Björk,	we	
can	see	the	problems	with	the	medium.	The	video	consists	
of	two	scenes.	In	each	Björk	lip-synchs	while	standing	on	a	
beach	–	the	two	beaches	are	fairly	similar,	so	there	is	no	
sense	of	development	of	the	video.	At	the	start	of	the	video,	
seeing	only	Björk	singing	on	a	beach	I	found	myself	looking	
around	to	see	if	there	was	something	else	I	should	be	
looking	at:	there	was	nothing	else,	but	my	attention	had	
been	distracted	from	the	music	by	the	absence;	by	the	
thought	that	there	might	be	more.	At	first,	Björk	stands	in	
front	of	the	viewer,	but	at	0:47,	she	walks	to	a	position	90°	
to	the	viewer’s	right.	At	1:24	she	walks	to	a	point	directly	
behind	the	viewer.	At	this	point	the	viewer	has	to	decide	to	
turn	to	watch	her,	or	to	turn	back	and	look	at	the	beach,	
hoping	nothing	important	is	going	on	behind	them.	
Viewing	while	seated	is	literally	an	uncomfortable	
experience.	At	1:51	Björk	moves	to	the	viewers’	left	and	
then	back	to	the	front,	while	a	second	Björk	remains	
behind	the	viewer	–	presenting	the	viewer	with	an	
uncomfortable	choice	as	to	which	Björk	to	watch,	since	it	is	
not	possible	to	watch	them	both.	In	viewing	the	video	I	
found	myself	so	busy	following	the	singer,	and	trying	to	
decide	what	I	should	be	looking	at	that	I	found	myself	
completely	distracted	in	terms	of	listening	to	the	music.		
In	Hewlett’s	Saturnz	Barz,	which	is	available	in	both	
conventional	and	360°	versions,	we	can	see	these	
limitations	and	some	solutions.	The	conventional	video	
opens	with	a	frame	story	where	the	band	arrives	at	a	
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“spirit	house”.	In	the	360°	version,	the	film	opens	on	a	train	
carriage.	On	the	table	in	front	of	the	viewer	is	an	iPad	that	
displays	the	frame	story.	Only	when	the	characters	enter	
the	house	do	we	enter	an	immersive	360°	world.	The	
elements	of	the	story	in	both	the	conventional	and	360°	
versions	are	separated	by	fades	to	black,	however,	as	the	
song	progresses,	complex	transitions	are	used	to	bring	
elements	of	the	new	scene	in	gradually97.	In	places,	there	
are	hard	cuts	that	replace	the	area	in	front	of	the	viewer	
(no	matter	where	they	are	looking)	with	a	new	image	
directly	in	front.		
There	is	an	issue	with	the	asteroid	belt	scenes	where	it	is	
possible	to	miss	action	by	looking	the	wrong	way,	but	in	
most	cases	the	viewers’	attention	is	captured	by	having	
objects	large	enough	to	extend	into	the	edges	of	the	frame	
or	at	least	by	having	a	virtual	light	source	indicate	“off	
screen”	action.	In	contrast	to	Huang’s	Björk	video,	I	found	
myself	naturally	following	the	main	action:	I	was	given	
enough	information	to	intuitively	look	in	the	right	places.		
Even	though	I	found	Hewlett’s	video	more	intuitive	to	
follow	than	Huang’s,	once	past	the	initial	‘wow’	of	the	360°	
experience,	I	found	the	conventional	video	a	better	viewing	
experience	in	terms	of	enjoying	the	music.	Although	
Hewlett’s	360°	video	guides	the	viewer	through	the	
experience	well,	the	process	of	viewing	the	video	more	
actively	takes	attention	away	from	the	music.		
At	the	moment	my	impression	is	that	360°	video	is	not	a	
useful	tool	for	film	to	support	music,	however,	I	am	aware	
that	not	only	is	the	technology	evolving,	but	also	it	is	
possible	that	audiences	may	learn	to	read	the	films	
differently.	Perhaps	audiences	will	learn,	like	sailors,	to	not	
get	nauseous	with	camera	movement.	During	the	twentieth	
century	the	ASLs	of	films	became	shorter	as	audiences	
became	more	used	to	reading	cinema	(Bordwell,	2006	pp.	
122-124),	so	perhaps	audiences	will	learn	to	read	360°	
video	with	more	sophistication.	Studies	such	as	the	BBC	
research	described	by	Sheikh	et.al.	might	teach	filmmakers	
how	to	best	employ	cues	to	direct	audience	attention.		
It	is	possible	that	filmmakers	might	learn	how	to	create	a	
new	language	using	360°	video,	and	that	audiences	might	
learn	to	read	360°	productions	better;	however,	if	either	of	
those	conditions	are	not	met,	I	suspect	that	360°	video	will	
have	no	greater	lasting	effect	than	3D	films	such	as	1953’s	
House	of	Wax	or	1983’s	Jaws	3-D:	nothing	more	than	an	
interesting	novelty.	
	
																																																								
97	For	a	particularly	impressive	example	see	the	transition	at	4:36.		
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7.2. Appendix	2.	Durations	of	Music	Films.	
How	has	the	duration	of	the	music	film	changed	over	time?	
Is	there	any	difference	in	duration	between	music	
documentaries	(The	Devil	and	Daniel	Johnston,	Amy	etc.)	
and	concert	films	(Woodstock,	Shine	a	Light,	etc.)?	
In	this	analysis,	I	have	chosen	forty-three	music	
documentaries	and	compared	these	with	forty-three	
concert	films,	and	graphed	the	durations	over	time.		
While	there	is	considerable	crossover	between	concert	and	
documentary	films,	the	films	chosen	fall	into	one	category	
more	than	the	other.		Two	concert	films	do	not	feature	in	
the	charts	since	they	are	far	longer	than	the	others,	and	
may	be	regarded	as	outliers.	These	are	Live	Aid	(906	
minutes)	and	Phish:	The	Clifford	Ball	(360)	minutes.		
In	the	graph	below	the	red	squares	indicate	concert	films	
and	the	blue	diamonds	indicate	music	documentaries.		
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The	chart	below	displays	the	same	data	with	the	values	averaged.	
	
Discussion	
If	we	ignore	the	two	short	films	from	1956	and	1962	as	
precursors	to	the	genre,	the	average	length	of	the	music	
documentaries	is	100	minutes.	If	we	ignore	the	two	very	
long	films	as	outliers	the	average	length	of	the	concert	film	
is	103	minutes	(including	Live	Aid	and	Phish:	The	Clifford	
Ball	brings	the	average	to	130	minutes	for	the	concert	
films).	While	the	average	duration	of	the	concert	film	is	
only	slightly	higher	than	that	of	the	documentaries,	we	can	
see	from	the	averaged	chart	that	the	durations	of	
documentaries	are	almost	always	between	80	and	120	
minutes.	While	most	concert	films	fall	within	the	same	
bounds,	there	are	also	frequent	exceptions	that	run	far	
longer.	This	is	especially	true	if	we	factor	in	Live	Aid	and	
Phish:	The	Clifford	Ball.	
Limitations	
The	principle	limitation	of	this	exercise	was	the	lack	of	any	
authoritative	list	of	films	in	these	respective	genres.	In	the	
absence	of	such	a	list,	I	have	selected	films	that	I	consider	
to	be	the	most	significant	films	in	each	genre	together	with	
others	intended	to	make	a	representative	sample.	This	is	
necessarily	subjective,	however,	I	think	that	the	sample	is	
broad	enough	to	allow	a	general	conclusion	to	be	drawn.	
	 166	
A	second	limitation	is	that	there	is	considerable	crossover	
between	the	two	genres.	For	example,	I	have	listed	Gimmie	
Shelter	as	a	concert	film,	since	the	main	body	of	the	film	is	
taken	up	with	concert	footage.	However	there	are	also	
significant	documentary	sections	in	the	film,	and	some	
might	argue	it	is	also	a	documentary.		
	
Music	Documentaries	
Year	 Title	 Duration	
(Minutes)	
1956	 Momma	Don’t	Allow	 22	
1962	 Lonely	Boy	 27	
1967	 Don’t	Look	Back	 96	
1970	 Elvis:	The	way	it	is	 97	
1973	 Jimi	Hendrix	 98	
1974	 A	Poem	is	a	Naked	Person	 90	
1976	 Heartworn	Highways	 92	
1979	 The	Kids	are	Alright	 111	
1981	 The	Decline	of	Western	Civilisation	 100	
1982	 Say	Amen	Somebody	 100	
1985	 Louie	Bluie	 75	
1988	 Thelonious	Monk:	Straight,	No	Chaser	 90	
1988	 Let’s	Get	Lost	 120	
1988	 The	Decline	of	Western	Civilisation	Part	II:	
The	Metal	Years	
93	
1991	 Madonna:	Truth	or	Dare	 120	
1993	 Thirty	Two	Short	Films	About	Glenn	Gould	 98	
1996	 Hype!	 84	
1998	 Kurt	and	Courtney	 95	
1999	 Louis	Prima:	The	Wildest	 90	
1999	 The	Buena	Vista	Social	Club	 105	
2000	 The	Clash:	Westway	to	the	World	 60	
2000	 The	Filth	and	the	Fury	 108	
2002	 I	am	Trying	to	Break	Your	Heart	 92	
2004	 Dig!	 107	
2004	 Metallica:	Some	Kind	of	Monster	 141	
2005	 The	Devil	and	Daniel	Johnston	 110	
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2007	 Glass:	a	Portrait	of	Philip	in	Twelve	Parts	 119	
2008	 Scott	Walker:	30th	Century	Man	 95	
2008	 It	Might	Get	Loud	 98	
2008	 The	Wrecking	Crew!	 101	
2009	 Anvil:	The	Story	of	Anvil	 80	
2010	 Rush:	Beyond	the	Lighted	Stage	 107	
2011	 Cure	for	Pain:	The	Mark	Sandman	Story	 86	
2012	 Searching	for	Sugarman	 86	
2012	 Marley	 144	
2012	 A	Band	Called	Death	 96	
2013	 The	Punk	Singer:	A	Film	About	Kathleen	
Hanna	
81	
2013	 Kurt	Cobain:	Montage	of	Heck	 145	
2013	 20	Feet	From	Stardom	 91	
2014	 Glen	Campbell:	I’ll	Be	Me	 116	
2015	 What	Happened,	Miss	Simone?	 101	
2015	 Amy	 128	
2015	 Keith	Richards:	Under	the	Influence	 81	
2016	 Gimme	Danger	 108	
	
Concert	Films	
1959	 Jazz	on	a	Summer’s	Day	 85	
1964	 T.A.M.I.	Show	 123	
1968	 Monteray	Pop	 78	
1970	 Gimmie	Shelter	 91	
1970	 Woodstock	 184	
1972	 Pink	Floyd	Live	at	Pompei	 92	
1972	 Elvis	on	Tour	 93	
1972	 Concert	for	Bangladesh	 103	
1973	 Ladies	and	Gentlemen:	The	Rolling	Stones	 90	
1973	 Ziggy	Stardust	and	the	Spiders	From	Mars	 90	
1973	 Wattstax	 103	
1976	 The	Song	Remains	the	Same	 137	
1978	 The	Last	Waltze	 117	
1979	 Rust	Never	Sleeps	 108	
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1980	 No	Nukes	 103	
1980	 Beach	Boys	Live	at	Knebworth	 70	
1983	 U2	at	Red	Rocks:	Under	a	Blood	Red	Sky	 82	
1984	 Stop	Making	Sense	 88	
1985	 Live	Aid	 960	
1987	 Chuck	Berry	Hail!	Hail!	Rock	and	Roll	 120	
1987	 Sign	O’	the	Times	 95	
1988	 Rattle	and	Hum	 99	
1998	 Andrea	Bocelli	:	A	night	in	Tuscany	 86	
1998	 James	Taylor	Live		 109	
2000	 Down	from	the	Mountain	 98	
2003	 Concert	for	George	 146	
2005	 Ben	Harper	and	the	Blind	Boys	of	Alabama:		
Live	at	the	Apollo	
74	
2005	 Dave	Chappell’s	Block	Party	 103	
2006	 Awsome!	I	Fuckin’	Shot	That	 90	
2006	 Neil	Young:	Heart	of	Gold	 103	
2008		 Shine	A	Light	 122	
2009	 No	Distance	Left	to	Run	 104	
2009	 Blur:	Live	at	Hyde	Park	 124	
2009	 Under	Great	White	Northern	Lights	 93	
2009	 Phish:	The	Clifford	Ball	 360	
2011	 Justin	Beiber:	Never	Say	Never	 105	
2012	 Shut	Up	and	Play	the	Hits	 108	
2012	 Celebration	Day	 124	
2013	 Pink:	The	Truth	About	Love	 110	
2014	 Biophilia	Live	 97	
2015	 Katy	Perry:	the	Prismatic	World	Tour	 88	
2015	 Ed	Sheeran:	Jumpers	for	Goal	Posts		 110	
2016	 Madonna	Rebel	Heart	Tour	120	 120	
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7.3. Appendix	3:	Detailed	Analysis	of	Thriller.	
When	watching	any	piece	of	complex	cinema	it	is	easy	to	
just	absorb	the	whole	work	as	a	flow	of	sounds	and	images,	
and	this	is	all	the	more	significant	when	Hollywood	editing	
is	used	so	that	cuts	are	crafted	to	be	as	invisible	as	possible.	
To	draw	out	the	subtleties	in	the	editor’s	craft	we	need	to	
look	at	the	film	shot-by-shot	and	frame-by-frame,	paying	
attention	to	where	the	cuts	fall	in	relation	to	the	music,	and	
since	the	dance	section	Thriller	is	a	rhythmic	piece	with	a	
strong	pulse	we	will	look	especially	at	the	relationship	of	
the	cuts	to	the	beat.	
Note	that	frame-by-frame	analysis	is	not	possible	with	
DVD	players.	Due	to	the	Long	GOP	compression	used	in	the	
m2v	files	used	by	the	DVD	format,	using	the	frame	advance	
button	on	a	DVD	player	will	actually	move	the	video	
forward	around	six	frames.	
	
7.3.1. Appendix	3a:	Shot-by-shot	analysis	
	
Shot	
no.	
Number	
of	beats	
Shot	 Description	
	 	
1	 52	
The	camera	begins	with	Michael	in	CU	and	then	draws	back	
and	cranes	up	to	show	him	in	at	the	head	of	the	zombies	in	
triangle	formation.	The	long	wide	crane	shot	functions	as	an	
establishing	shot,	allowing	us	to	see	the	entire	group	and	to	
set	the	stage	for	the	following	sequence.	
2	 4	
	
Michael	in	CU.	The	cut	in	is	on	the	
off	beat.	
3	 5	
	
Frontal	shot	of	the	zombie	group	
with	Michael	at	its	head.	The	
camera	is	slightly	tilted	up.	The	cut	
in	is	slightly	before	the	off	beat,	so	
that	we	can	see	the	dancers’	hands	
moving	to	the	clap	on	the	off	beat.	
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4	 2	
	
Zombies	from	the	group	do	a	rapid	
head	turn.	The	cut	in	is	slightly	
after	the	beat,	enabling	us	to	see	
the	completion	of	the	dancer’s	
stamp.	
5	 7	
	
Continuation	of	shot	3.	Again	the	
cut	in	is	not	on	a	strong	rhythmical	
point,	allowing	us	to	see	the	
dancers’	clap.	The	cut	out	happens	
just	before	the	beat	–	see	below	for	
an	expanded	frame-by-frame	
description	of	this	cut.	
6	 2	
	
Similar	movement	of	the	zombies	
to	shot	4,	but	a	slightly	wider	shot	
with	a	larger	group	visible.	The	cut	
in	here	is	on	the	beat.	
7	 3	
	
Zombies	run	forward	and	outward,	
high	angle	
8	 2	
	
Apparent	continuation	of	shot	2,	
from	a	camera	positioned	low	and	
to	the	left.	The	cut	is	four	frame	
ahead	of	the	beat.	
	 	
9	 6	
Camera	starts	in	the	same	position	as	the	camera	for	shot	1	
finished	with,	then	cranes	down.	The	cut	in	is	three	frames	
ahead	of	the	beat.	
10	 10	
	
Continuation	of	the	action	from	the	
shot	9,	this	time	from	a	low	angle.	
The	cut	in	is	five	frames	ahead	of	
the	beat,	and	the	cut	out	is	four	
frames	ahead	of	the	beat.	
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11	 8	
CU	on	Michael,	before	he	moves	out	of	shot	and	two	
zombies	come	into	shot.	Michael	leaves	shot	on	the	
downbeat.	
12	 5	
	
The	zombie	group	from	the	side.	
The	cut	in	is	three	frames	ahead	of	
the	beat.	
13	 7	
	
Continuation	of	action	from	the	
same	angle	as	shot	9.	The	cut	in	is	
three	frames	ahead	of	the	beat.	
14	 5	
	
Mid	shot	of	Michael	with	zombies	
behind.	The	cut	in	comes	before	
the	down	beat	(cut	on	action	as	
they	raise	their	heads),	allowing	
the	down	beat	to	be	marked	by	the	
dance	move.	
14	 4	
	
Crane	shot,	high	angle.	The	cut	in	is	
on	the	down	beat.	The	dancers	
begin	their	jump	on	the	downbeat,	
and	are	seen	to	land	on	the	second	
beat.	
15	 3	
	
Same	angle	as	13	and	9.	The	cut	is	
three	frames	before	the	beat.	
16	 9	
	
Same	angle	as	14.	Again	the	cut	in	
is	before	the	downbeat,	with	the	
beat	marked	by	Michael’s	head	
movement.	The	cut	out	is	four	
frames	before	the	downbeat.	
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15	 4	
	
Same	angle	as	15,	13,	and	9.	
16	 1	
	
Four	rapid	CUs	of	zombies,	each	
for	one	beat,	although	the	cuts	are	
actually	on	the	quaver	(off	beat).		
17	 1	
	
	
18	 1	
	
	
19	 1	
	
This	CU	seems	more	precisely	on	
the	beat	since	the	zombie’s	head	
turn	matches	the	crochet	beat.	
	 	
20	 10	
The	dancers	turn	and	face	away	from	us.	Similar	angle	to	
15.	The	cut	in	is	two	frames	before	the	beat.	
21	 5	
	
The	zombies	march	away	from	us.	
Same	angle	as	12.	The	cut	in	is	two	
frames	before	the	beat.	
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22	 4	
	
Continuation	of	shot	20.	The	cut	is	
on	the	beat.	
23	 4	
	
CU	of	Michael	as	he	turns	around	
to	deliver	the	first	line	of	the	
chorus.	The	cut	is	two	frames	
before	the	second	beat	of	the	bar.	
24	 6	
	
The	action	from	23	is	continued	in	
a	medium	wide	shot.	The	cut	is	
precisely	on	the	start	of	the	second	
syllable	of	“Thriller!”	
25	 7	
	
The	action	is	continued	again	in	
wider	shot.	Cuts	in	and	out	are	
placed	between	vocal	phrases.	The	
cut	in	is	five	frames	before	the	
beat.	
26	 3	
	
Similar	angle	to	21.	The	cut	in	is	at	
the	start	of	the	word	“strike.”	
27	 2	
	
Similar	angle	to	24.	The	cut	is	on	
the	beat.	
28	 5	
	
Michael’s	feet.	The	angle	is	very	
similar	to	the	previous	shot,	in	a	
way	that	would	be	problematic	in	
terms	on	continuity	editing	in	a	
dramatic	production.	Further	more	
it	is	not	a	cut	on	action	and	is	five	
frames	ahead	of	the	beat.	However		
it	does	separate	vocal	phrases.	
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29	 4	
	
Michael’s	spin	provides	a	cut	on	
action	to	the	upper	half	of	his	body.	
30	 2	
	
We	see	a	group	of	zombies	rising.	
The	cut	is	slightly	before	the	beat,	
synched	to	the	word	“a”	in	“inside	
a	killer”,	functioning	as	a	
syncopated	accent.	
31	 2	
	
At	the	word	“thriller”	(matching	
“killer”)	we	see	Michael’s	feet	on	
his	toes.	Again	the	cut	is	slightly	
before	the	beat.	
32	 2	
	
A	CU	of	Michael	as	he	sings	
“Thriller!”	
33	 2	
	
Side	angle	on	zombies	in	a	rapid	
dance	move.	The	timing	is	synched	
to	a	horn	section	phrase.	
34	 4	
	
Loose	mid	shot	of	Michael	dancing.	
The	cut	in	is	between	vocal	
phrases.	
35	 10	
	
Four	zombies	performing	hip-hip	
inspired	moves.	The	cut	in	is	
before	the	beat.	
36	 4	
	
Michael	in	CU	as	he	sings	“Whooo	
hooo!”	The	cuts	in	and	out	are	well	
before	the	beat.	
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37	 2	
	
Wide	shot	from	an	oblique	front	
angle.	Although	only	two	beats	
long,	the	pronounced	rhythmic	
steps	of	the	dancers	and	the	cut	
out	on	the	downbeat	make	it	
almost	seem	as	if	it	is	three	beats	
long	–	the	rhythm	is	so	strong	it	
almost	colonises	the	next	shot.	
38	 4	
	
Frontal	wide	shot.	The	dancers	
move	rhythmically	and	cuts	are	
matched	on	action,	on	strong	
beats,	producing	strong	rhythmic	
drive.	
39	 4	
	
Side	view	of	the	dance.	Michael	
punches	the	air	on	the	word	
“killer”	
40	 2	
	
“American	shot”	on	Michael.	This	
shot	and	the	next	are	actually	
slightly	shorter	than	two	beats.	
41	 2	
	
Michaels	feet	spinning	–	cuts	on	
action.	
42	 2	
	
Michael	points	down	as	he	shouts	
“Ow!”	This	shot	is	actually	slightly	
longer	than	two	beats.	The	fast	
flurry	of	shots	builds	tension	
which	is	relieved	in	the	more	
lengthy	shot	the	follows.	
	 	
43	 12	
Wide	shot	of	the	dancers	as	the	next	chorus	begins.	
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44	 6	
	
Tighter	shot	of	Michael	and	
dancers.	The	cut	is	on	the	beat,		
with	the	first	word	of	the	vocal	
phrase	(“Girl,”)	on	the	previous	
shot	
45	 4	
	
Side	view	of	dancers.	The	cut	in	is	
on	the	beat.	
46	 4	
	
CU	of	Michael	singing	“Woo	hoo!”	
The	cut	in	is	slightly	ahead	of	the	
beat.	
47	 8	
	
The	dancers	turn	around	in	a	wide	
shot,	stepping	to	the	beat.	The	cut	
is	on	the	beat.	
	 	
48	 6	
Zombies	march	away	from	us	until	Michael	turns	to	shout	
“Ow!”	The	cut	in	is	on	the	words	“share	a”.	
	
In	this	dance	choreography,	the	dancers’	actions	fall	on	the	
beat.	If	the	video	is	to	show	the	dancers’	movements	the	
cut	needs	to	come	before	the	beat.		This	can	be	clearly	
demonstrated	if	we	look	at	a	sequence	of	individual	frames	
as	shown	in	Appendix	3b.	
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7.3.2. Appendix	3b:	Frame-by-Frame	analysis	
	
Image	 Frame	#	 Rhythmic	function	
	
Frame	#1	 This	frame	shows	the	start	of	the	stomp,	
and	occurs	well	before	the	downbeat.	
	
Frame	#2	 	
	
Frame	#3	 	
	
Frame	#4	 	
	
Frame	#5	 	
	
Frame	#6	 As	the	dancers’	feet	connect	with	the	
ground,	directly	on	the	downbeat,	we	hear	
the	Foley	sound	of	the	stomp.	
	
Frame	#7	 The	sound	of	the	stomp	actually	continues	
for	around	six	frames.	
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Frame	#8	 	
	
Frame	#9	 	
	
Frame	#10	 	
	
Frame	#11	 	
	
Frame	#12	 	
	
Frame	#13	 	
	
Frame	#14	 The	cut	to	the	next	shot	is	here,	here,	eight	
frames	after	the	downbeat,	and	ten	frames	
before	the	second	beat	of	the	bar.	
	
Frame	#15	 	
	 179	
	
Frame	#16	 	
	
Frame	#17	 	
	
Frame	#18	 	
	
Frame	#19	 	
	
Frame	#20	 	
	
Frame	#21	 	
	
Frame	#22	 	
	
Frame	#23	 This	frame	is	at	the	start	of	the	second	
beat	of	the	bar.	At	this	point	the	dancers	
begin	to	turn	their	heads	to	the	right.	
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The	graphic	below	shows	the	same	sequence	as	a	
screenshot	from	Final	Cut	Pro	with	the	audio	waveform	
visible.	The	cursor	line	at	Frame	#14	marks	the	cut.	Note	
that	the	ruler	ticks	along	the	top	indicate	frames.	
	
We	can	see	that	the	cut	is	at	a	rhythmically	insignificant	
point,	but	this	location	allows	the	dancer’s	movements	–	
the	stomp	on	the	down	beat	and	head	turn	on	the	second	
beat	–	to	drive	the	video	forward	and	reinforce	the	pulse	of	
the	music.	
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7.4. Appendix	4:	Dealin’	with	the	Devil:	Scenes	and	
Timecode	
Time	 Content	 Music	compositions	
Act	One	
0:00	 Phil	introduces	the	idea	of	him	learning	
to	sing	gospel	on	the	internet,	and	sets	
up	the	idea	that	the	concert	might	fail	
horribly.	
The	guitar	riff	
under	the	
opening	titles	is	
from	the	
introduction	to	
In	the	Garden	
2:07	 We	see	Phil	playing	saxophone,	and	he	
describes	himself	as	an	authority	on	
blues.	
Connie	Lays	it	Down	
2:45	 Ralph	plays	Embryonic	Blues	 Embryonic	Blues	
3:37	 Animated	sequence:	we	meet	Dr.	
Marigaux	
Blues	Fallin’	Down	
Like	Hail	(sax	solo)	
4:14	 Phil	describes	the	film	as	a	“working	
through	of	Ralph’s	passing”	and	
announces	that	“we’re	gonna	take	a	
detour”	
	
4:52	 Animated	sequence	–	narrative	
continues	on	from	first	animated	
sequence.	
	
	6:40	 Phil	describes	creating	Dr.Marigaux	 	
6:57	 Animated	sequence	–narrative	
continues	on	from	second	animated	
sequence.	
	
7:45	 Phil	describes	creating	Dr.Marigaux	 	
8:20	 Dr.	Marigaux	introduces	himself,	then	
tells	us	that	the	film	is	taking	another	
detour	
	
	8:57	 Phil	describes	‘Roots’	music	 	
9:31	 	 Stones		
10:32	 Phil	talks	about	his	Robert	Johnson	
tape	and	his	Renault	16.		
	
12:10	 Dr.	Marigaux	introduces	Catfish	 Catfish	
14:20	 Selling	ones	soul	to	the	devil	 	
16:18	 	 Dust	
16:58		 Phil:	Gospel	and	Blues	don’t	mix	–	Skip	
James	prays	that	if	God	will	spare	his	
life	he’ll	give	up	blues	and	only	play	
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gospel.	
18:34	 	 Planting	Skip	James	
Act	Two	
19:20	 We	meet	Ralph	 	
20:14	 1978	–	Phil	talks	about	meeting	Ralph	 	
21:15	 We	meet	Petra	 	
21:29	 Phil	tells	about	getting	his	Robert	
Johnson	tape	from	Ralph	and	Ralph’s	
desire	to	make	New	Zealand	blues.	
	
22:40	 	 Picnic	
26:12	 Introduces	us	to	Dr.	Marigaux’s	Band	of	
Aliens.	
Snake	Oil	
30:21	 Coming	home	with	one	of	Ralph’s	
guitars,	writing	Hazel	&	Marigaux	in	a	
hotel	room	
	
31:31	 	 Hazel	&	Marigaux	
32:48	 Phil	talks	about	using	local	
surroundings	to	stimulate	composition.	
Strath	Taieri	Rabbit	
Board	
35:26	 “1992”	Phil	talks	about	playing	with	
Ralph	in	Out	of	the	Blue.	
I	Wanna	Rock	
37:48	 Phil	talks	about	learning	guitar		by	
watching	Ralph	
	
38:05	 Ralph	talks	about	songs	that	just	
“arrive”.	
	
39:06	 Phil	could	not	write	blues	because	“I	
didn’t	have	a	Mississippi”	
	
40:04	 	Ralph	on	being	a	musician	 Embryonic	Blues	
43:57	 Tooth	excerpt	shows	Ralph	in	his	prime	 	
46:10	 Ralph:	“Those	were	the	days”		 	
46:12	 Petra	tells	about	the	first	signs	of	
Ralph’s	illness	
		
46:34	 Phil	tells	about	seeing	Ralph	get	sicker.			 	
47:16	 Petra	tells	about	learning	that	Ralph	
has	Hep	C	and	is	going	to	die.	
	
47:38	 Phil	learns	about	Ralphs	diagnosis,	and	
animations	tie	the	events	back	to	the	
Robert	Johnson	tape	and	Reanult	16	
story.		
Embryonic	Blues	
excerpt	“Bad	luck	
comin’”	
48:33	 Phil	spends	time	with	Ralph,	Ralph	and	 	
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Phil	talk	about	Bosch.	
Phil	discusses	Ralph’s	Fun’s	Trouble	CD.		
1:06:18	 Staying	in	touch	with	Ralph,	making	
music	videos		
	
51:20																																																			Mid	Point	
51:20	 Phil	describes	the	hospice	 Hotel	
56:26	 Ralph:	“this	is	my	office”	 	
57:25	 Phil	describes	visiting	Ralph	in	the	
hospice,	and	seeing	the	mountain	as	
her	leaves.	
Excerpt	from	White	
Mountain	Blues	
59:03	 Phil:	“He	would	work	himself	into	these	
twisted	emotional	states”	
	
59:28	 Petra	describes	Ralph’s	phone	calls	 	
59:42	 Phil	describes	how	Ralph	is	fearful	of	
hell	because	of	his	blues	career,	and	
Ralphs	visions	of	Bosch-like	hell.	
Hieronymous	
1:02:54	 Petra	describes	her	visits	to	Ralph.	 	
1:03:15	 Phil:	“But	then	there	were	moments	of	
grace.”	
	
1:03:28	 Ralph	tells	about	his	late	night	visitor	 	
1:07:00	 Ralph	“Sorry	you	didn’t	get	to	the	
show”	
	
1:07:25	 Petra	tells	how	Ralph	believes	he	will	
have	to	hand	his	soul	over	to	the	Man	
in	Black.	
	
1:07:40	 Phil	tells	how	Ralph	believes	that	God	
might	spare	him	if	he	renounces	Blues	
and	takes	up	Gospel	(like	Skip	James)	
Phil:	“This	is	why	I’m	gonna	do	a	gospel	
concert.”		
	
1:08:50	 Petra	tells	how	Ralph	tries	to	keep	his	
bargain	with	the	Man	in	Black.	
	
1:10:01	 Ralph:	“I’m	overwhelmed”	 	
1:10:32	 Petra:	“He	just	wasn’t	with	us	any	
more”.	
	
Act	Three	
1:10:56	 Phil	talks	about	preparations	for	
concert.	
	
1:11:53	 Gospel	band	rehearsal	 	
1:12:28	 Phil:	“Why	the	hell	did	I	do	this?”	 	
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1:13:20	 Gospel	band	rehearsal	 	
1:14:44	 Phil:	“It’s	tempting	to	find	a	nice	little	
bar	somewhere”	
	
1:15:11	 Marigaux	describes	how	Phil	is	worried	
about	singing	gospel	without	string	
Christian	faith	
	
1:15:37	 Sue	looks	for	Phil	 	
1:16:20	 In	the	Garden	
1:19:35	 Walk	a	Mile	
1:23:06	 Stones	
1:26:28	 Where	the	Sea	Meets	
the	Sky	
1:31:05	
Gospel	Concert	
Little	Bit	of	Heaven	
1:36:38	 Ralph:	“what	it’s	like	to	be	on	the	other	
side”	
	
1:38:35	 Levitation	photos	 	
1:40:00	 End	credits	 Thank	you	for	Loving	
Me	
	 	 Chicken	Feet		
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7.5. Appendix	5:	Programme	Notes	and	Promotional	
Materials	
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7.6. Appendix	6:	CD	artwork	
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7.7. Appendix	7:	CD	Track	Listings	
	
Grit	
1	 Tapanui	Flu	
2	 Strath	Taieri	Rabbit	Board	
3	 Mangaweka	Bridge	
4	 Me	and	the	Devil	
5	 Hieronymous	
6	 Hazel	and	Marigaux	
7	 Driving	Lesson	
8	 Why?	
9	 Sugar	Hill	
10	 High	Roller	
11	 Eloisa	
12	 Time’s	a	Comin’	
13	 Take	Me	Home	
14	 Grit	
Dr.	Marigaux:	baritone	sax,	vocals,	keyboards	
Hamish	Fyfe:	baritone	sax,	backing	vocals	on	Why?	
Rob	Wadell:	bass	
Jim	Strang:	drums	
Philip	Schlupp:	backing	vocals	on	Why?	
Recorded	at	Albany	St.	Studios,	Dunedin,		December	12th	
and	13th	2015.	Engineer:	Danny	Buchannan.	Produced	by	
Phil	Davison.	
All	songs	composed	by	Phil	Davison	except	Mangaweka	
Bridge	(Derived	from	Bobby	Gentry’s	Ode	to	Billie	Joe)	and	
Me	and	the	Devil	(music	by	Phil	Davison,	lyrics	by	Robert	
Johnson).	
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Son	of	Dust	
1	 Where	the	Sea	Meets	the	Sky	
2	 Catfish	
3	 Glory,	Glory!	Hallelujah	
4	 The	Land	That	Time	Forgot	
5	 House	Fallen	Down	
6	 Walk	a	Mile	
7	 Stones	
8	 Spoonful	
9	 Planting	Skip	James	
10	 O	Gabriel	
11	 Hotel	
12	 Rain	on	the	Roof	
13	 Gasoline	
14	 You	Gotta	Run	
15	 Dangerous	
16	 Wild	Geese	
17	 Picnic	
18	 Crazy	
19	 Electric	Catfish	
20	 Dust	
21	 Where	the	Sea	Meets	the	Sky	(Reprise)	
Performed	by	Dr.	Marigaux	(vocals,		guitar,	sax,	rhodes).	
Recorded	March	2016	and	May	2017.	
All	songs	composed	by	Phil	Davison	except	Spoonful	(Willie	
Dixon).	
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Snake	Oil	
1	 Saxophone	Voodoo	
2	 Walking	Down	
3	 Chicken	Feet	
4	 88	Groove	
5	 Blind	Willie	Stomp	
6	 Marigaux	Stomp	
7	 Soulfull	
8	 Underpass	
9	 Mangrove	
10	 Serves	you	right	to	Suffer	
11	 Snake	Oil	
Performed	by	Dr.	Marigaux	(baritone	sax,	keyboards,	
guitar,	bass,	drum	programming),	Dunedin	2015.		
All	compositions	by	Phil	Davison.	
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20	Nocturnes	(First	Iteration)	
1	 	Islands	in	Fog	
2	 	A	Still	night	
3	 Bemsha	Sonata	
4	 	Clarity	
5	 Crash	Site	
6	 Falling	1	
7	 Dark	Clouds	
8	 Gabriel’s	Trumpet	1	
9	 Dawn	
10	 Twilight	
11	 Midnight	
12	 Driving	at	Night	
13		 Falling	2	
14	 Floating	Away	
15	 Gabriel’s	Trumpet	2	
16	 Nightfishing	
17	 Rain	
18	 Stones	
19	 Falling	3	
20	 Night	in	Hospital	
Performed	by	Phil	Davison	
Recorded	Marama	Hall,	Dunedin,	12th	and	13th	January,	
2015.	
All	compositions	By	Phil	Davison	
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7.8. Appendix	8:	Glossary	of	Film	Terms	
ASL	(Average	Shot	Length)	The	average	duration	of	a	
shot	in	a	film.	This	can	also	be	thought	of	as	a	
measurement	of	the	frequency	of	cuts.	
Asymetric	Cuts	–	Edits	where	the	clip	on	one	side	of	the	
cut	is	longer	than	the	other,	producing	an	irregular	
rhythm.	
Atmos	–	Atmospheric	sound	–	ambient	noise	such	as	room	
tone,	background	noises.	
Bullet	Time	–	An	effect	made	popular	in	the	movie	The	
Matrix	where	an	array	of	perhaps	a	hundred	cameras	
take	a	series	of	shots	simultaneously,	or	near	
simultaneously.	When	edited	together	the	shots	shot	
a	views	of	the	subject	as	if	the	time	is	frozen	while	the	
camera	flies	around	the	subject	
B	Roll	–	Alternative	footage	to	the	main	footage.	For	
example,	in	an	interview,	the	A	Roll	(the	term	“A	Roll”	
is	no	longer	actually	used)	would	be	the	main	
interview	shot,	whereas	B	Roll	would	be	shots	of	
related	subjects	that	can	be	used	to	allow	edits	in	the	
A	roll.	Shots	of	guitars	might	be	effective	B	Roll	in	an	
interview	with	a	guitarist.	
Choker	Shot	or	Choker	CU	–	A	camera	angle	that	shows	
only	the	main	features	of	the	face,	usually	form	just	
below	the	chin	to	just	above	the	eyebrows.	
Colour	Grade	–	the	manipulation	of	colours	in	video	post-
production.	This	may	range	from	subtle	adjustments	
to	colour	temperature	to	extensive	alteration	of	the	
appearance	of	the	video.	A	grade	can	be	said	to	give	a	
film	a	‘look’	in	that	it	can	give	different	images	
commonalities	that	can	bind	the	images	together.	
Continuity	–	The	system	of	continuity	editing	is	a	set	of	
codes	developed	in	Hollywood	the	1920s	and	30s	
that	allows	a	series	of	shots	to	edited	into	a	seamless	
whole,	rendering	the	cuts	as	invisible	as	possible.	
CU	–	Close	Up.	A	camera	angle	which	shows	the	head,	often	
the	head	and	shoulders,	of	the	subject.	
Cut	–	edit,	the	point	where	one	shot	changes	to	another,	in	
film-era	times	where	the	film	was	cut.	
Cutaway	–	a	shot	showing	a	related	subject.	For	example,	a	
shot	of	a	bend	performing	could	be	contrasted	with	a	
cutaway	of	the	audience.	B	roll	is	material	shot	with	
the	intention	of	being	used	as	cutaways.	
Cut	In,	Cut	Out	–	the	in	or	out	point	of	a	shot,	where	the	
shot	begins	or	ends	
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Cut	on	action	–	an	edit	where	the	end	of	the	first	shot	
shows	a	character	making	a	movement,	and	the	start	
of	the	second	shot	shows	the	continuation	of	that	edit	
from	another	angle.	Cutting	on	action	helps	to	bridge	
the	gap	between	shots	and	make	the	cut	
inconspicuous,	and	is	a	staple	of	continuity	editing.	
Crane	Shot	–	a	shot	where	the	camera	rises,	as	if	on	a	
crane.	See	also	Pan	and	Tilt.	
‘Crossing	the	line’	–	in	the	classical	Hollywood	editing	
style	that	has	dominated	mainstream	cinema	since	
the	1930s,	a	method	for	defining	space	and	3D	
relationships	on	screen	involves	shooting	from	one	
side	of	an	imaginary	line.	For	example	if	we	shoot	a	
conversation	between	two	people	facing	each	other,	
one	of	whom	is	to	the	north	of	the	other,	the	entire	
conversation	can	be	shot	from	either	the	east	or	the	
west,	but	not	a	mixture.	If	we	shoot	from	the	east,	the	
person	to	the	north	(facing	south)	will	look	to	the	left	
on	screen.	If	we	then	“cross	the	line”,	they	appear	to	
look	to	the	right,	creating	the	impression	that	they	
have	turned	around	and	are	facing	a	third	person	
who	is	off-screen.	This	is	a	subject	that	appears	
simple	at	first	glance,	but	becomes	more	complex	in	
practice.	For	a	detailed	discussion	see	the	chapter	on	
continuity	in	Mascelli	(1965).	
Dissolve,	Cross	Dissolve	–	a	transition	between	shots	
where	one	shot	fades	into	the	next	one	(as	opposed	to	
a	hard	cut).	
Dolly	in,	dolly	out	–	A	camera	movement	where	the	
camera	moves	toward	or	away	from	the	subject	(as	if	
mounted	on	a	“dolly”,	a	small	wheeled	platform).	
ECU	–	Extreme	Close	Up	–	a	camera	angle	that	shows	only	
part	of	the	subject.	Applied	to	a	human	subject	this	
might	be	a	shot	of	only	an	eye	or	mouth.	
Foley	–	sound	effects	that	are	recorded	in	post-production	
and	added	to	film	to	increase	the	realism	(through	
added	value).	The	term	is	derived	from	Jack	Foley,	the	
original	Hollywood	“Foley	artist”.	
Hue	–	the	attribute	of	colour	that	is	independent	of	its	
lightness/darkness	or	saturation.	Cyan	and	blue	are	
two	hues	that	are	similar,	whereas	red	is	a	very	
different	hue.	Yellow	and	brown	are	unusual	in	the	
English	language	as	being	two	‘colours’	with	the	same	
hue,	varying	only	in	lightness.		
Jump	Cut	–	A	cut	from	a	shot	to	a	subsequent	shot	from	the	
same	camera	angle.	Any	movement	that	is	made	by	
the	subject	between	shots	will	cause	them	to	appear	
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to	jump.	Usually	jump	cuts	are	frowned	on	by	video	
editors,	but	are	increasingly	used.	
Locked	Down	–	a	shot	where	the	camera	does	not	move,	
i.e.	it	is	locked	down	on	a	tripod.	
‘Look’	see	colour	grade	
Luminance	Curve	–	the	relationship	between	lighter	and	
darker	grey	scale	values	can	be	expressed	as	a	curve.	
A	high	contrast	curve	would	show	darker	grey	scale	
values	as	even	darker,	and	lighter	as	more	light,	
whereas	a	lower	contrast	curve	would	lighten	the	
darker	values.	
Mickey	Mousing,	Mickeymousing	–	music	that	follows	
the	on	screen	action	precisely,	as	in	early	cartoons.	
The	term	is	often	used	pejoratively	when	applied	to	
non-cartoon	imagery.	
MSI	–	Chion’s	Materializing	Sound	Indices	–	see	2.2	
Pan	–	Without	changing	position,	the	camera	is	angled	to	
the	right	or	left.	See	also	Tilt	and	Crane.	
RGB	and	YCbCr	–	These	are	the	two	primary	colour	spaces	
used	to	represent	digital	component	video.	RGB	
represents	colour	as	red,	green	and	blue	while	YCbCr	
represents	colour	as	brightness	and	two	color	
difference	signals	(Y	is	the	brightness	(luma),	Cb	is	
blue	minus	luma	and	Cr	is	red	minus	luma).	
Saturation	–	the	intensity	of	colour	in	an	image.	Black,	
white	and	grey	have	no	saturation,	while	bright,	bold	
colours	are	said	to	be	highly	saturated.	We	might	
describe	a	dull	khaki	as	being	less	saturated	than	a	
bright	green	colour.	
Scene,	shot,	take	–	A	scene	is	defined	as	being	a	sequence	
of	shots	in	a	specific	location	and	time.	A	shot	is	
refers	to	the	footage	taken	from	the	same	camera	
position	A	new	take	is	created	every	time	the	camera	
starts	recording.	Therefore	each	interview	segment	in	
Dealin’	with	the	Devil	is	a	new	scene	(the	location	of	
the	different	segments	is	similar,	but	they	are	
separated	in	time),	and	each	different	camera	angle	is	
a	different	shot.	
Tilt	–	without	changing	position	the	camera	is	tilted	up	or	
down	(see	also	Pan	and	Crane.)	
Transition	–	in	video	editing,	a	transition	is	a	method	of	
cutting	from	one	shot	to	another	without	using	a	cut.	
The	most	used	transition	is	the	Cross	Dissolve,	where	
one	image	fades	into	the	next.		
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Unison	–	in	choreography	unison	refers	to	sequences	were	
a	group	of	dancers	perform	using	identical	
movements.	
Unstabilised	lens	or	camera	–	Moving	cameras	are	
usually	stabilised	either	by	the	use	of	dollys	or	
Stedicam.	Use	of	a	handheld	camera	without	
additional	stabilisation	usually	produces	an	image	
that	jumps	around	in	the	frame.	This	is	sometimes	
employed	deliberately	in	dramatic	productions	to	
convey	a	sense	of	emotional	intensity.	
Whip	Pan	–	a	very	rapid,	sudden	pan.	
Wide	Shot	–	a	shot	that	includes	most	of	the	scene	in	front	
of	the	camera,	usually	showing	actors	from	head	to	
toe.	
